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Today's Périni dance form is popularly known as Périni Siva Tandavam. It is a 
male oriented dance form and performs in Tandava tradition and there are no 
women performers in the whole performance. The performers extensively 
perform Périni Siva Tandavam in the mode of Tandava tradition contains Valor 
and Furious sentiments. Is it actually confined to a Tandava tradition or it should 
perform in the mode of Lasya Tradition? 


The earliest available detailed work on dance/dramaturgy is Barata's treatise 
Natyasastra (2 BC to 2™ Cen. AD). Bharata's Natva Sastra is believed to be 
Marga Tradition. In this treatise he discussed about Natya and Nrtta. 'Natya' 
means ‘Drama’ and 'Nrtta' is Tandava. For Lasya he just mentioned 'Sukumara- 
Prayogamu' but he did not use the word ‘Lasya’. 


After Bharata the treatise Bharatarnava of Nandikeshwara (3" - 4" cen. AD), He 
used the word 'Lasya' for the very first time and he mentioned the seven types of 
Lasyas known as Sapta Lasyas. There he mentioned about Périni as one of the 
Lasya tradition. 


After Nandikeshwara, the treatises, Sangitha-Samaya-Sdara of Parsvadéva 
(1100-1200AD), Sangitaratnakara of Sarngadéva (1210-1247AD) and 
Nrttaratnavali of Jayapa, (1253 A.D) are the persons who exactly brings us to 
another concept in Indian dance 1.e., Marga and Dési, the classical and the folk, 
respectively all classical forms falls under the Marga and the rest under folk 
(Dési). 


According to the Telugu literature, from 13" century onwards there is a mention 
of Périni which was done by courtesans as 'Kélika'. In Tikkana's (1205-1288) 
Virata Parvam of Maha Bharata;. In 14" century Yerrapreggada's (1325-1353) 
‘Narasimha Puranam’. In 15" century, 'Palnati Vira Caritra' by Srinatha (1365-70 
to around 1450). In 16-17 century, Cennamaraju's “Caru-candrodayam”’. In 17" 


century Raghunatha Nayaka (1600-1645). 


Bharatarnava Treatise is the primary text for Périni mentioned as one of the 
Lasya (Sapta Lasyas). According to Bharatarnava, Nandikeshwara says — 
“Yagnavalkya explained various Tandava which were performed by Lord Siva 
with the request of Goddess Parvati he preached her and also Goddess Parvati 
created Lasya with the help of his consort. And both of them were composed 
Mridanga/jati boles”. But Nandikeshwara explained these Sapta Lasyas in brief 
in the 13" chapter. He mentioned that, these are all 7 types of Lasyas but not 
Tandavas. 


I did not understand how Nandikeshwara mentioned these 7 types of 'Lasyas' 
why don't he explain it as Tandavas! These Sapta Lasyas were created and 
performed by Gods as well as Goddess. Suddha by Lord Siva, Dési by Goddess 
Parvati, Périni by Brahma, Prénkhana by Saraswati, and Kundali by Vishnu, 
Dandika and Kalasa by Lakshmi. A question will rise by listening to the word 
'Lasya' (Sapta Lasyas) - who should perform, men or women? If they related to 
men, then why it had been mentioned as Lasyas? 


Generally, the dancers believe that Lasya is meant for Women which look 
feminine. But if you study the treatise Bharatarnava about Périni (Sapta Lasyas), 
you would definitely come to a conclusion that these Périni is related to men. And 
also by studying Sangitaratnakara of Sarngadéva, Sangita-Samaya-Sara of 
Parsvadeéva and Nrttaratnavali of Jayana then we understand in the qualities of 
Périni performance is related to men. 


According to Nandikeshwara's Abhinayadarpana he elucidate in the 22™ verse 
as: 


sukumaram tu tallasya muddhatam tandavam viduh 


Which means, Lasya is a feminine (Sukumara) and Tandava is a forceful 
(Uddhata). But he did not mention that Tandava has to perform by men and Lasya 
by women. Tandava is accepted to be that originally described by the saint Tandu 
directed by Lord Siva it is usually performed by men. Lasya which was preached 
by Lord Siva to Devi and it is usually performed by women and it is related to the 


mutual affair of both men and women feeling which related to create erotic 
essence. 


According to 'Sangitopanishat' by Sudhakalaga in 14" cen. (1324-50 AD) 
narakrtam nrttam; nari krtam nrtyam 


Nrtta is for men and Nrtya is for women. So most of the learned believes that 
Tandava/MNrtta is a forceful dance therefore it should be suitable for men. In the 
same way Lasya/Nrtya is a feminine dance and it is for women. Therefore these 
Lasya and Tandavas then slowly performed by men and women. 


In Nandikeshwara's Abhinayadarpana he focused on the mode of dancing but not 
the gender- how the dancer has to perform whether he/she performs in forceful 
(Uddhata) then it should consider as Tandava and if he/she performs in feminine 
then it should be called as Lasya. But it is not a matter of gender. 


In Nrttaratnavali Jayana has given a clarification on Lasya lakshana of chapter-1, 
57" verse, that this Lasya which is related to both the men and women to create an 
erotic essence. Means here he had given a scope that men can also perform Lasya 
to produce soft and delicate movements according to the graceful sentiment 
(Srngara). 


If we go with the said assertions, Périni is not in Srngara (erotic sentiment) but it 
is in Comic Sentiment (Hasya rasa) in Bhavashraya/Vikata/vagada part. But we 
don't know how this Périni they used to perform in those days! And also he did 
not mention any sentiment/rasa except Hasya/Comic sentiment. Jayana and 
Sarngadéva mentioned that the Périni Dancer has to create the ludicrous things 
imitations in Périni Panchangas in Vikata and Bhavashraya parts. 


In Bharatarnava, the author says —“In Prérana/Peruni Abhinaya the dancer uses 
ash all over the body. He leaves his hair up to shoulders and the gungoroos named 
'Gharghara' ties to the knees. Keeps body in a gentle mode. The dancer should 
have an idea of Pancangas (five parts) and the knowledge of the talas timings and 
rhythms. In this way the Périni dancer begins 'Périni Abhinaya' to impress the 
spectators”. Then he follows Five parts (Pancangas). But he did not discussed 
about the ornamentation of the Périni dancer, what type of orchestra they had? 
How many dancers have to perform? What types of Gitas have to sing? 


In Sangitaratnakara the author Sarngadéva had discussed about the Périni 
Paddhathi (mode), and what type of Utpluthi karanas has to done, how the dancer 
should enter on to the stage, and what type of instruments (orchestra) should be 
played. Even he did not mentioned that this Périni is one of the 7 types of Lasyas 
or Sapta Lasyas and what way it has to perform either in Tandava or Lasya. 


But in this treatise, he had given an order of the Périni perform like - the Périni 
dancer has to smeared ash all over the body and the head shaved leaving a tuft of 
hair, shining anklet-bells (ghargharikas) tied to the shanks and he enters after the 
Rigoni prabandha. While Rigoni prabandha is being played an actor whose head 
is clean shaven (Attabodaka) he enters and done a comic effect sentiment and he 
concludes with Upsama of the Rigoni prabandha. After Rigoni prabandha the 
Périni actor enters and perform Gharghara in Saraswatikantabarana/garugi tala 
the taladaras plays cymbals together with the instrumentalists produce mandra 
sound by mardala. Then he performs Vishama (jumps) according to the 
praharana and in Abhoga, the Kavicaraka and Bhavashraya has to perform. 


In Nrttaratnavali Jayapa had given equal respect and authority to Margi as well as 
Dési traditions. And also he had given a new definition to the word 'Dési'. in the 
chapter -5, 3“ verse which is, - 'According to the taste of kings, they introduced 
new Dance forms (Nrtta) which are favorite to them, therefore the new art form 
which evolve according to their provincial status that type of art forms can be 
noted as Dési'. 


In Bharatérnava the Dési which is one of the Sapta Lasyas and it is created and 
performed by goddess Parvati as Kuncitas which are in 5 types namely: - 
Nikuncita, Kuncita, Samyagakuncita, Parsvakuncita and Ardhakuncita. 


Copyright© 2016, IERJ. This open-access article is published under the terms of the Creative Commons Attribution-NonCommercial 4.0 International License which permits Share (copy and redistribute the material in any 
medium or format) and Adapt (remix, transform, and build upon the material) under the Attribution-NonCommercial terms. 


International Education & Research Journal [IERJ] 


a4 





E-ISSN No : 2454-9916 | Volume: 3 | Issue: 5 | May 2017 


In the text Nrttaratnavali he had given a new definition for Dési and he merges all 
the Dési art forms which were highly prevalent, evolved and flourished in his 
(Kakatiyas) time. Périni dance is one of them, in this text he made a clear picture 
of practical work which means what type of ornamentation has to adorn the 
performer, what type of footwork has to be done, how the dancers have to enter 
on to the stage and what type of items have to perform. But he did not mention 
whether it is in Tandava or Lasya. 


According to the treatises; primary text for Périni, Bharatarnava treatise, 
elucidates Périni as Lasya tradition and further treatises both the authors 
Sarngadeva, Parsadéva and Jayana had mention just the name 'Périni'. But they 
did not mention whether Périni is in 'Tandava' or 'Lasya' and in Nrttaratnavali 
Jayana had given a scope that in Périni Panchangas- Nrttam (one of the Périni 
Pancangas) - the dancer has to perform both the types of Tandava and Lasya 
divisions. Means directly or indirectly he had given a scope to perform Périni by 
men and also women. And coming to the literature evidence Périni was done by 
women in both Tandava and Lasya traditions. 


That is the reason the later writers had a mention of Périni which were done by the 
women dancers performed in the kings courts under the patronage of kings. 
There might be a scope that this art form transformed or migrated from male 
dancers to female dancers. So this Périni art form can perform in the mode of 
Tandava as well as Lasya variations and that there is no evidence authenticated to 
perform Périni, only in Tandava mode or Lasya mode of presentation. It can be 
done in both the modes of presentation. 


When I was pursuing my MPA Dance at University of Hyderabad I took Périni 
subject for my dissertation work in the final semester. In this regard I got an 
opportunity to meet great personality Dr. Nataraja Ramakrishna with the help of 
my Prof. M.S. Siva Raju. Dr. Nataraja Ramakrishna had advised me to do PhD on 
Périni and also he told me that nobody had done research on this part. So when I 
started my research on Périni in the year 2012, I noticed many things regarding 
Lasya Périni and I discussed with the eminent Périni dance scholars many times 
and now finally Lasya Périni is vision to us. It is a great moment for Périni to 
perform in both the traditions of Lasya and Tandava mode of presentations. 
Thanks to Dr. Nataraja Ramakrishna sir for introducing me to a great world of 
Périni. 
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